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Hemingway's first éhort story, "Up in .Micﬁigan;'l portrays the growth
Cand destrucfion of a yoﬁng girl's romahtic iilusions about_. loire through
her infatuati&n with and seduction by an apparently gentle men who is
really an insenéitive brute, Hemingway expiores this typically anti-
romantic theme m what app@ar.s a't first glance to be stran.ghtforward
Journalistic style. Brb the prose, llk@ almost every‘chlng e.Lse in th:n.s _
story, is decepl;ive, for lurking beneath the flat surface of 1ts denotatiVe'
dictlon and snmple syntax lie linguistic strategles and dynam:x.ca.lly o
~charged meanings through whose interplay the real qlsillgsionlng world

of the story eﬁérges. | In thus concealing ;che inwéxd psychological
phenomena of dis:.llusioment m.thm llnguzstic substructures which only
_release their meamng when seen as poetic f‘orces playlng agalnst; each o
other beneath the narra:l,lve J.evel Hemingway forces "form" to express

the theme that appearance is decepbiveoz

Gunther Muller's definition of "form" as a "progression of unified

me’t.amorphoues"g’ serves as a revela‘t.ory eritical approach in HemingWay

y

explication, as :a.t.a appliCation to "Up in Michigan® will demonstrate.

' What matters in true poetry, says Muiler, is not the asserted propositions,
their correctness or validity, but the creation of images whose interplay
permits the "world" of the poem to emerge, This world consists of the
timeless and AI placeiess harmony of many dynamically charged meanings, |
The mdividual mecmmg of a structure possesses poetic life only in the
fabric of the whole. Pootry delivers: its message by languagemfomed
images, The interaction of meanings conveyed by words, image_‘s and
sentences is a process called "forming." " Muller sees the poem as a

living intellectual organism which grows and changes in very much the



Same: manner as a plént does” until it reaches;a point of stasis or
eonéummation.where no furthér change is possible. But in the proéess.

of "bécoming," the poetic.creative natural force manifests itself in
the_'genesis of the linguistic structure as i’me'bamorphosis“ or change
brought about by the inferpla& of'parﬁs and-forcés caused.by the flow

of language.. Theselmetamorphoseé occur in progression, énd when cdmplete
they form a ﬁnity.‘ Tﬁus the form'pf any truly poetlc work is a progression

of unified metamorphésese_.Mﬁller identifies some of the linguistic.

sirategies by which these meﬁamofphﬁses éoﬁe to light as rhythm of sounds,
concepts, ideas, images, events and charact;rso | » |

"Upﬁiﬁ Michigan," réad as a Y“poem" in Muller's morphological sense,
yieldé a rich’harvesévof meaningé not‘appérent at\first glancégg A
close examination of the semantic structure;eme%éing from the language
body reveals process of disillusiomment "forming," Through ¢dd juxtapos
itions of words and manipulation of syntax ‘the imaginative ideals of
«the'adoleécent girl, Iiz, merge with and are transformed by the realities

. of physical sexuality. The étory employs the formal elements of
morphological 1inking, symbolic landscape, and disjunétivé analogy as
elements in the progression of unified metamorphoses which reveal the
growth and shattering of Liz's romantic dream of love which occurs in
a world that is basically deceptive, violent and cruel,

Iiz's mental and physical impressions form the central concern of
the sfory. Except for one brief moment when the point of view Shifts to
Jim when he is drinking whiskey, and the bérrenness of his mental.world
penetrates.{he richly hnaginétive world of Liz, the activities of the
other characters come to us mediated through her consciousness. The first

metamorphosis occurs in-aicareful linking of verbs which reveal, rather
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than describe, Liz's mental state in the process of undergoing change,
The verbs are all related, but are so linked and transformed that they
signal intensification of imaginative feeling--a kinﬁ_of self~seéuction,
At first, as I shall éhow. a cluster7of~thé'verb ike! indicates the
superfioialityvof her fondness fbr qmu.__As she Eecomes more involved
in her fantasy, ”like" changes to ”think aboutoﬁ Finally she "let herself
- o and tlus! campletely loses touch with realltve ﬁhenhés!cOmpieted an
emotlonal arc from attraction to him through penetrablon of her consciousness
by Jim, to a cllmactlc release. of her-ratlonalityo This thought sequence
foreshadows the phyolcal sequence which is to follow..

Verba] tension carries the burden of the paradoxxcal nature of her
‘attitude toward her approaching disillusionMent. which is both frightening
and necessary. This tension occurs between the verbs "fxlghten" and Meant
as the Sexual act WhiQh produces disillusionment approaches, the verb
"be afraidt cafries the burden of her apprehension, but as the conflict
between dosire and foar intemsifies,’juxtaposition of the verbs "frightened”
and "wanted! dramatize her imvard tensions When this tonfllet is: résolved
by séductior};a ~c:ll.v.ul.ls‘r,en: of verbs denoting physical painee"hurtMe.lends
psychological weight to the painfulness of her disillusionment. Finally
herchnstructive efforts td'recapture her romantic dream and to conceal
the sordid reality of a drunken Jim which had killed her illusion are
-discovered through the verbs "covered® and “tucked.".

.These four instances of ﬁofphologigal linking illustrate a progression
of unified metamorphoses which produces thematic resonance; A close look
at them willlshow how iinguistic strategy is constantly "forming“
meaning, ‘ |

The growth of Liz's romantic illusion is both bodied forth and
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| elevated to symbolic significance by the expanding cluster of the verb

A "1ike" which occurs in this péssage-at the beginning of the story, Coming after

Jim's:cursory notice of Iiz!s physical attributes, L'lz's sensitivity
and ‘expansive magination emphas:.ze the difference in their emotional

worlds ,6

Iz l.Lked Jim very much. She liked it the way “he walked over

- from the shop and ‘often went to the kitchen door to watch for
him to start down the road. She liked it about his mustache,

- She liked it about how white his feoth were when he smiled,

She ]1ked it very much that he didn' t look like a blacksmith,
She lnlced it how much D..Je Smith and Mrs, Smith liked Jim.

One day she found that she liked it the way the hair was black

“ . on his arms and how white thev Were above the tanned line when he

washed up in 'bhﬁ} washba.).m outs:x.de the house. 1i kln that made
hexr :f.‘ee.L i‘unnye_ ¥

The ropetltlon of the phrase "she ].J.ked 1'b" produces a llnguistlc
expanslon that parallels Liz's expanding; and growing emotion while
simultanedus]y unde\i‘ﬁ!j.n:'t.n'gp through the ﬁse‘ of the. impersbnal. pronoun,
the unreal quality of her emotidn. Shé is in love with the ideé of
love, the "it. " There a re, however, two :important variations in this
syntactlc pattern, and they both sound a warning of the danger to this .'
romantic emotion that lies ahead, She liked it v, Yery much 'Lhat he

didn't:look like a blacksmith." The intensification of emotion produced

by the qualifiers fyery much," ‘attached to a fact that is patently false,

serves to underline the danger in Liz's mental condition, and foreshadows
the deeper deception into which her love will carry her; ' The second
variation in this "she lilcéd it" pattern introduces a new and strange
sensatibn which occﬁrs in juxtaposition with a change in the verb form
from past tense to gerundive, "One day she found that she liked it

the way the hair was black on h:is arms and how white they were above

the tanned line . , . Liking that made her feel funny.' This transformation

is charged with importént ; submerged meaning, The alteration in syntax

accompanying her attraction to the white hairs above the tanned line



on his arm sighals both a particulariZation of her attention to the

mofe intimate parts of his bodj (the change- from "the hgir was black"

to "how white they were') and another intensification of emotion
coupled with awakéningléwareness(ﬂhow white they were" and "gﬁé found -

that she liked it"), '"zggigg_théf made her feel funny." What happens

in fhis last sentéhce,ié that emotlon progresses from a'momentany .
sensation ("liked") to a pefmanentistate of feéling ("liking"), The
idea of coﬁbuléioﬁ!émerges from;the toné_of the verb "made," and the
result of this mental violation of lLiz' s emotional life by the-idéa
) 6fjJim's_sexuality>is to cause her to "feel funny.® This foréeful
| awakening of her séxual feeliﬁg aéain pfoduces.a ténsidn in her that
becomés more explicitilater.ﬁhen'dim physically seduces her, But the
.pfocess of sedﬁctiqn7has'already taken plaée through the manipulation
of the linguistic patberns. In short, by the time the end of the
passage is reaéhed the meaniné: of "liked it" has undergone a metamorphosis
from "superficial attraction" to "désire" to Wcohabit." The whole
inward novement of the story from'the impersoﬁal abstract quality of
romantic love to the devastating force of "liking" life in a sexual
encounter is contéined here, o |

The tonal pattern of the linked verbs increases in'comﬁlexity as
a SubtleAshift'from Rlike!t tb‘ﬁthought about! signals the absorption of
Liz's intellectual péture>in wﬁat has up to this point been only a-
deepening emotiona1~invqlVemento, “All this time now liz waé ﬁhinking
about Jim Gilmore, ! "Liking" merges;intbi"thinking about, ¥ a"mutéfionlthat
signals the subversion of her réaSén'byvher imagination, That this
‘trend toward total involvement of her ﬁersonality hasg takenafirm.ﬁold xf
upon her will, as well as her reason, beéomes‘established through the

metamorphosis of "thinking" into "wanted,! "Iiz wanted to make something
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sﬁécial for Jim to take." The sexual cohnotations-could hardly be more
explicit. Iiz's total pérsonality«memotion, iﬁtellect, and will-mﬁow
drives toﬁard the goal of making smnéthing special for Jim to "ake,"

Jim will.take it, tut she will "make" it; in other words when Jim does
sedﬁce her iﬁ.will be because Qf thié proceés of selfnseductibnzbyy
which she has prépared herself for the taking., The threeufold progression
of h@r seduction through emotion, ihtellect, and will;>is mirrored by the
linking andbproéression of various forms of the verb “liké.“ "think,®
'éndlﬁwant.a :
| .As Muller points out; the propositional content of the narrative
staﬁementé.is less significant in révealing ﬁhe.true meaning of fhe
"poem® than is a creative énalysis of the tonal play of linguistic forces.
within the structure of the living work, The play of sexual force upon
.the naive.rOmantic sensibility of this young gifl which is released :
:thzough an analysms of linked ard metamorphosed verbs coupled Wlth
syntactlc manlpulatlon for symbolic effect transcends any paraphrasible
narrative content. This kind of structural stress, growth and unity
constitutes the "forming" or "becoming" presence of the “poetlcncreatlve
natural force," | -
The poetic fonning.of Iiz' s disillusionmment through morpholagical.
linking contirmes as "thinking® becomes linked with "dreamingg" a
~ juxtaposition that emﬁhasizes‘her»growing alienation from reality, Hef
day dreams bécome merged with her nightldreams through the linking of
"sleep" and "thinking" in the phrase; ¥She couldn't§ sleep well from
' thinkihg about him,". At this point a new verbal mutatlon appears,
“discover,“ which is linked with "thinking." UShe discovered it was

fun to think about him too," This phrase constitutes another important
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plateau in the 1ingliistic landscape of the story, for the diction picks
up and intensifies in :ima@inaiz_ﬁ:on‘ her"égrli’ép "discwery;z;through 49ense
pefception of the hairs on Jim's arms, that liking Jim's masculinity
made her "feel funny." Juét how far she/has progressed into the -
imaginative act of céﬁulétion canxbe-judgéd from the intensification
and progreésion of the diction and syntax in this daydreaming over i
that in the "real“ obssrva‘tion,' Then she "found,“' now she "discovers."
The word "discovers" has 1mpwrtdnt overtones for the future when Jim
in actuallty "discovers" or !’.unccvers" her.. But she appears here again
as‘the 3gent of her own"seduétion by imaginatlvely "discovering® herself
in her dream of Jim. "Tone" produceé revérbératiéns of meaning in a
vertical sense, in ﬁhé‘éontéxt of the whole piece, that go beyond
denotaiiveasignificancs of the phrase or word. .In the earlier experience
also her attachment was superfiéial, mmpersonal, and only emotional
("1liking ‘that') in éontrast to the deep involvement of her entire being
with the parsoﬁ of hor ideal lover ("to ’c.h:'mk‘ about hin"), Thexﬁ, too,
her emotion wWas new, equivocal, and involuntary ("made her feel funny™).
Now, in her imagination, it is habltudl, unequlvocal, and voluntary ("it
~was fun'),

The irony of her situation appears in the phrase "Jf she let herself
go it was better.® Here hef impending sexual involvement is clearly
foreshadowed»by.the verb "let , o . goe" Later on she lets herself 2o
in a physical sense, when "something clicked insidé.hér.". Rt the verbs
picture not. only her physiéal conquest by Jim bht also the conguest of
her rationéiity gnd will by her iméginationo The structure pursues the
dream-like quality of her conscioﬁsness at this point as well as her

hopeless confusioh of mind by a kind of linguistic probing culminating
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in the statement that "it was all mixed up in a dream about not sleeping

and really,not>sleepingo" She is unable to distinguish between her

dreams and reality; she is confused about her dream of romance and the

reality of her sexuality. Only in her dream world is it better if she

lets herself go, When the physical reality that she is moving toward

in her imagination actually arrives, it will shatter her dream-world

forever, ThuSatheﬁtheme-that emergéSffrom’therlinguisﬁic structure of
this passhge is that dresms ténd toward fulfillment in disillusioning

experience, The irony here comes from the tension produced within the

 verb tlet herself go" by forcing it to carry thé romantic overtones of

Liz's dream world while at the same time making it foreshadow the

physical act which will destroy that illusion,

. liz's romance reaches its,imaginat;ve height during Jim's absence
on the ﬁunting frip.' When he returns ﬁhe wprld'of imaginatioﬁ gradually
begins to tilt back toward reality. 'Alﬁhough the linguistic strategy
now clearly signals a changed,relationshiﬁ between Jim and Liz, she does
not immediatély perceive this new aligmment of personal forces because
she is still living partially in her drefm world, The'linguistic
phenomenon thaé&signals.this alteréd‘relationship between Jim and Liz
is the appearance of dialogue, For the first tiwe in the story Jim
s@eaks to Iizg The bridge from Jim's physical world to Liz's ideal one
is built with aﬁdible words, Contact‘bas been made between them, This

contact is intensified through thematic equivalency of disparate meanings

. by tonal and syntactic proxjmity, By the device of juxtaposition of the

two statements, "Mrs.. Smith kissed D. J. and he hugged her," and "Jim
said, 'Hello, Iiz,' and grinned," Jim's verbal greeting gathers ﬁp the

thematic significance of the &nifhs' physical embrace, Irony héightens
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the new reality: "Liz hadn't knowmwiat: would happen when Jim got badk
but whe was sure ithould be something. Nothing had happened." Actually,.
of course, everything had "happened.® In her cqnfusion about dreams and
reality; Liz misinterprets'the'facts; Ffom'now on the action moves_oﬁt.
of the realm of "thinking" to "héppening.“k |

'ﬁnaginationvmerges mére'firmly wiﬁh physical'actidn in the erotid
diction of the following sentences &escribing_events after dinner:
UShe was thinking about him hard and then Jim care out," and Yshe could
feel him breathing and then he ﬁut his anns around her , . o but she.
?' thought 'he's come to me_finally. FHe's realLy‘cOme.'“‘_This is the
| first time Iiz has ever fhought about Jin "hard.* There is more than a
suggestion here that ILiz's thought is takihg on a material quality; in»
fact hovering in this dream siate is héf rhysical ravishment; at the
erotic connotations of words and phraseé indicaﬁe. Somehow, howevef,
the shift from thought to action must occur in the same manner that the
imaginative world appeéred, through morpholoéical linking, if tﬁe
progression of metamorphoses is to contimue its organic development and
remain unified, Thevsyntax accomplishes this modulation by combining
the verb "think" with actual physical contact by Jim; then the transition
is complete, Iiz doésn't think® any more. The prose picks up new |
verbs, "frightened,"-"wanted," énd “huft,“ but the old verbs deécribing :
her imagination do hot reappeér. They vanish, along with her innocence,
| The remainder of the story portrays-the destruction of Liz's
romantic idealism and her attempt to reconstruct her dream., One of the
themes, as Liz mqveS'out of romanticism into realism, is the conflict
between her fear of sexual passion and her increasing desire for it,

Another theme is that of the physical and mental pain that accompanies
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her disillusiomment, The poetic—creatiﬁe force, puléing through the
flow of language; forces syntax and diction to:form a rapid sefies ofb
metamorphoses as romance yields to pain, causing disilluéionment wbich ‘
rapidly moves toward nihilism, The finai resolution océurs wheﬁ
rdmaﬁticism épposes nihiiism and results in a realistié syﬁthesis.\
At this point the story ehds_because-né further metamorphdsis is possible:
Language strategy employs both synt#x and diction to reveal Liz's
psychélogical processes as her desire for sexualiexperience battles
sﬁcéessfully against hgr fear, The.dmninishing_force of the advérbs
- modifying "frightened" until they finally disappeér altogether mirrors
Iiz's withdrawal from.fearﬁ When Jiﬁ first put his armé around her ,
Wiz was terribly frightened, no one had ever toﬁched her, but she ﬁhought,
'He's really come.!" The next time,"frightened“.ﬁdcurs "terribly" has
kdiminished,tq fsofy: "She held herseif stiff because she was so frightened
and did not know énything else to do.® The nexf ifrightened" stands
alone:»-“She ﬁas‘frightenedo“ When Jinm becomes more aggressive; fear
reasserté some bf its formey strength,}and the dictioﬁ faithfulxy réflects
this movement of her mind: "She ﬁas very frightened and didn't know
how he was going to go about.things, but she smuggled close to him.“‘
Not -only do the weskening adverbs telégraph her ‘lessening fear, but the
élauses following the verb “feart indicate another psychological
progression--Iroun paralyzed thought, through contemplated action.on
iiz's part, to.a shifting of fear and responsibility from herself to
'&hne.lFirst "she thought," then "she did not know éhything else to do,"
finally "shé'did not -know how gglwas going to go about things, but she

smupgled closer." This physical action, "smuggled éloser," again bridges

the gap between ihoﬁght and act and symbolizes the-psycholégical surrendey



that preceded it. Sjntax too is constantiy‘“forming.? Fear diminishes,
and desire gains the ascendency, as the syntax 6f the“following two |
sentences,'juxtapdsed,'discoveréz ,"She was frightened, but she'wanted_{
it. She had to have it, but it frightened her." By intensifying the
form of her desire and 1nvert1ng the syntax of the second sentence so
~that She had to have 1LY is promoted from second to first ‘clause, the .
naturélflinguistic force“réveals the final overcoﬁing of fear by desire,
;_Thé"transformétion in the syntax of she and it pronbuns_réinforcesﬁthis
vmovemento | | R | - | | |

From the moment that Jim flrst toucheu her to the moment of her
- phy51cal ravishunent and Jim's subse;ueni drunken stupor, iz experlences
an intensification of paino- This increasing Phyuical axd mental pain
flnds linguistlu form in a cluster of words which expresseu variations
on the theme of_hurtlng, When Jim klssed her, for example, "It'was such
a sharp, aching, harting i:‘eelingﬁ‘, The physical consummation was palnfu.l:.
"R hurts-so.," Her greatest pain came when'she reélized that Jim was
drunk: "He had hurt her." But this hurt‘carries a>double méaningo
~Not only had the act of intercourse been painful physically, but fhe
‘sudden reélization-that Jim had not shared iﬁ her romantic illusion
éaused her.mental suff.‘.eringo liz héd been lying on the hard, splintery,
céld planks of the dock just as the "beauty! of a buck Jim had killed lay
cold and stiff in the back of the wagon. Tﬁe reallzation that she meant
no more o him than a hunting trophy "killed! her emotionallye |

AL dlsllluolonment is painful, but it must come; and the language
'strabegy of this atory employs various devices to underline this large
central theme, The psychological to physical to psycho-physical movement .

of the disillusioning experience can be observed in the previous analysis
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of diction and syntax, First liz's dream world éxpands until her romantic
illusion conquers her total pefsonalityo- Then the movement toward disillusionn
nent begins as ILiz moves outward away frqm.fear_of physical penetration,
to~overwhelming"desire for it,’to painful ‘experience of 'it. Finélly
the movement is inward again as liz's physical pain-is transmuted into
meﬁtal,anguish for her iost innoéence. The pain, hoWeQer, does not
become totaily inward, because it manifests itsélf:physically,'“She'was
érying.“ From now oﬁ her taék will be to maintain some Eiﬁd onQQuilibrium
betweén‘tdﬁal disillusiorment bro@ght about by brute'fact in a physical
- universe and total illusion of an ideal world. Iiz must achieve the
.fealistic comﬁrmnise that life demands,
. The inevitability of Liz's encounter with Jim and her cooperation
in her own seduétion has already been alldded t0. Jim underlines theb
“inevitability of their action by dialogue in which he_speaksvof his
compﬁlsion and éhen modifies his stétement.to include Iiz's participatibn
in the pre»determined act: "I got to, I'm going to. You know we got to.!
In sﬁite of all her protestaﬁions that hé mustn't aﬁd that it isn't
right, her previous thoughts and actions confirm the truth of Jim's
statemeht of naturalistic determinism, This act in all of its physical
énd metaphorical inevitabiliﬁy and painfulness is bigger than both of |
then, as Iiz‘é'cny, "Oh, it's so big and it hurts so," reveals, Here
at the crucial mcmenﬁ of consummation, dialogue conyeys the larger
meaning of their physical intimacy, just as earlier when Jim first spoke
to'Iii afte? returning from the hunt, dialégug served as  the thematic
equivalent of a physical embrace. | |

Iiz's new existentialbperil emerges from a linguistic matrix which

containsvjuxtaposition of sentences describing both her physical act,
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walking to thé edge of the dock to loék down into the water, and the
state of emotional emptiness to which this act corresponds, The diction
and syntax also assume definité symboliq shape, "She walked over to
the edge of the dock and looked down to the water;“ Her pain brings
‘her to the'edge of the.dock, just’as her psychic péin has brought her
to the edgejof déspair; an&‘she looks'into the nihilistic force of o _
nature, symboliZed by the water, For Hémingway,'aé for many existentiaiists?
theiforces of nihiiism are not simﬁ&y passive, bﬁt activel& destructive,
hence the "mist! is represented as‘§éoming up from the bay;"i Iiz has
experienced the.nadif of life, compiéte disillusiomment: "She was cold
and misérabié and everything'fel'b'gone;h She has gdﬁéaas iow as she can
nucan go,wi£hout rlunging intq the water,~the destructive element.

Haﬁing progressed from romanticismfto disillusiomment through a
series of morphological 1inkings and syntactic manipulations, the poetic
creative force achieves final metamorphosié through a series of symbolic
acts by which Iiz achieves existential synthesis of the physical amd
ideai worlds, From her nadir of despair ILiz turns her back on the water
and begiﬁs to tfy to reconsfruct her ideal world of romantié love.i "She
walked back to Jim." She is returning to the world of life and effoft,
She speaks to Jim; tries to awaken that whiéh had died. TFailing this,
she covers hjm with her coate-the first step toward reéovering her |
illusion. She symboliqally'conéeals the harsh reality of the situation
with her owhvfeminine idealism,. Then she tucks him ine--a recurrence
of an éarlier domestic theme, Fihally'she walks back up the road, to
raturn to ﬁer bed and to her world of imaginative dreams, Bat a "cold
‘misth is rising from the bay. The nihilistic'force, not having been able

to cémpletély destroy her, will at least ¢ontime to parsue her, reminding
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lher that her compromise is an unstable one, Hgar romantic illusion will
iae permanently and continﬁously altered and threatened by the mist from
the Bay, She may mend her world,but pain and disillusionment must now
.color it with harsh tones, Lost innocence cém_not be regained,

The syinbolism of this final scene has a counterpoint interpretation
which is 's0 obvious that 1t must not be omibted, Jim, or brute fact,
has altered Iiz's world, but she has not exactly left his world untouched
: eitixer._ Jim 1ying dead. drunkr"on ’t.:.he‘ﬁard ,planks of the d'ock after
intercburée with liz, L:Lz iii‘ting his hee.xd and ?haking it, lLiz kissing
hin tenderly on the cheek, and Iiz possessively coveriﬁg_him with her
coat wake imag“es of the big buck lying deéd on the hard boards oi_‘ the
wagon, covered with the hunter's burlap. Liz, the hunter, hbas bagged
her quarry, and Jim will have to achieve his own existontial compromise
with Liz's domesticating and shaping idealism, This kind of symbolic.
ambiguiﬁy exemplifies the._interplay of pai*bs. and forces cauéed by the
flow of lanéuége f»&h_ich Gunther Muller calls "forming," and which is”
evidence that the créatj.ve' natural force is present in the linguistie
structure, .'

The ambiguity referred “r;ob above heightens the focus of the s‘l;,ory,
through contrast, én the main theme: the destruction of romantic |
illusion. Hemingway aiso supports and enhances the disillusiorment
theme by using the formal devic:e of repetition to convey an atmosphere _
0of deception ‘bhrpughout the- stofy. Nothing is as it seems in Liz's world,
Jim's appearance is deceptive, "He did not look like a blacksmith,"

The post-office, the c’eniv:er. of commnication, has a "high false front,."
The boats on the lake "didn't seem t'o be moving at all," but they

disappeared when Liz s{.opped looking at them, Jim was deceptive m his
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attitude toward Iiz, "He didn't se‘em to notice her much." Bat he
obvi§usly noticed her a great deal;‘ After the hunt, having drunk the
whiskey, the men were ?'feel:l.ng hilaribus, bujb. acting vefy respectable."l
 Everyone and everythiné;,in this stbry. gives a false appearance, Even
Liz was "preterding \to'read a Book, but thinking about Jim.®  Jim tells
iz to "come on~’i‘or a waJl{," but he has éomefhing more than a walk in
mind. This progress:.on of unified metamorphoses glves to the very
. texture of the story a- i‘eel:mg of falsenes&, an atmosphere of decep‘tion,
which. prov.o.des resonance for the wund:mg of the central theme of "
g_j,;illu_sxonment. : |

Symbolic landscape re-inforceé, on yet ariofhe.i' '1eve'.l., the deceptiveness
of appearances by showing that the naturalistic force of sei lurks Just
-under the sﬁrface of civilized morality. A close examination of
Hemipgway'sdescriptioﬁ of the towri and tefrain reveals a consistent
symbolie.“ra; The post office has a false front; ccnuminic;ation cannot be
ﬁrusted. The five houses are in a big grove'of elm trees; elms and }
groves are br')'tbh traditional lsymbols of sexual: liéense and passion, and
their presence in :i:he town indicates that hresbec’cable“«men and women
livé in the midst of naturalistic.sexual ‘péssion. Three times Heﬁinngw
mentions that the lroad is sandy; twice he mertions ’ch.a’o‘ it is steep, and
thé‘t it runs down the‘ hill, through the 'timber, another phallic s;ymbcd.9
" to the bay which is the active nihilistic force},)9 This steep sandy road
ié the one that Jim and Liz take down to the dock that night when Iiz
loses her innocence. ‘Sincé the church, or moral fectitude, is "up" the
road, and the school, or secular knowledge, is "down,"-it 'seems obvious
that this steep sandy road_represen;ts the path of life, Uncertain and

shifting wderfoot, it carries Liz and Jim away from church, downward
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through the grove via the school to the bay. Facing the school is the
blacksmith shop, painted a symbollcally sensual red, Fag from being the
peaceful landscape it appears at first glance, this landscapefis charged'
iwiih‘symbolv of efos, poﬁer, and nihilism.'.The eﬁotional symbolism
underlylng what appears to be an unusually dbgectlve, detailed descrlption -
of the physmcal setting sets in moblon an undercurrent of falseness which
Apulls liz's ideal world under its denotative surface,

. Afmofe'subtle kind of linguistic forming can bé observed thrbugh
'anaLysis'of cértéin kinds of .imagery which seem to be linked analogiCally
- with disparaﬁe objects or actions elsewhere in the stbry. - This "diéjunctive

analogy"t links Jim's huntiﬁg and fishing activities to sexual éohquest |

and vioience: "In the evenings he read The Toledo Blade and the Grand
Rapids paper by”the lamp in the front room of went out spearing fish in
the'bay with a jacklight with D. J. Smith." What really is being revealed
about Jinm hefe is the murderous egotisticai nature of his night«tima
| activities, "Spearing fish in the bay," in the light of whaﬁ Jim later
-does, becomes a disjﬁnctive analogy to “seducing'liz-on the dock,® The
newspaper, Jiﬁ's sburce of intel}eotuallnourishment, fittingly is cailed
the Toledo Blade, ILikewise whep Jim pulls the burlap sacks of the deer‘
in the wagon what'he is.really doing, by anaiogy, is mulling the dress
‘ off Liz. The dead deer.lying on the boardéﬂof the wagon, as has already
been m@ntionﬁd; becomes by analogy both Liz lying on the hard boards of
the dock, covered by Jim, her romance kiiled, and Jim lying stiff and
cold on the.boards of the dock, covered by Liz's coat, a trophy of her
"hunting skill." The.most elaborate analogy océurﬁ just before the

hunters leave: "Iiz wanted to make something special for Jim to.take but

‘she didn't finally because she was afraid to ask Mrs. Smith for the eggs
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and flour and afraid if she bought them Mrs, Smith would catch her cooking,

It would have been all right with Mrs. Smith but Liz w‘as ai‘raid." The
three occurrences of "afmld“ together with “wanted," "to make," and "for.
Jim to take" link thls pa.ssage metaphorlcally and by analogy to L:Lz's
struggle with fear of and desire for sexual expemence with Jim, What.
I.a.z. by analogy, really wanted was for Jim to "take" her. Bt this -
experience would involve a kind of preparatlon oi‘ herseli‘ on the subject
of sexm-the reference to Yeggs and flour" could hardly be more explicite-
which Mrs., Smith, the "mother“ and marmed woman could have provided,
Liz's fear of Mrs, &aiﬁh's-:suépicion kee.ps her, iroﬁically, from asking
for'k-nowledge which thafhtolerant lady would willingly have given her,
buf it. is not strong enough to keep her from receiving that carnal
knowledge from. Jim in painful experience for which she was coz;sequently '
unprepared. The potential meaning of the whole story lies folded inith:‘n.s_
analogy waiting for the creative force to form the various linguistic
structures which will open it out into fullness,

After thé men return from the hunting trip a disjunctive analogy
' appears which, becaﬁse of the unique pbint of view 11, iﬁtroduces, 'symbolizes
the anti-romantic .conscioﬁshés_s which pene'bl‘a‘tés and destroys Liz's
romantic sensibility: "Jim took a long pull on his way back to the house,
« « oIt was hard to 1ift such a big jug up to drink out of it. Some of

the whiskey ran down on his shirt front, "0 The spilled whiskey becomes

an analogy here for the objectification of Jim's thoughts..in action, For
after Jim spills the whiskey on his shirt front, thé poiht of view shifts
' sé that momentarily we are inside his head experiencing fxis perception of
phenomena: "Jim began to feel grest. ﬁe loved the taste amd feel of

whiskey, He was glad to be back to a comfortable bed and warm food and |

the shqp., ‘He had another drink." It is a meager world compared to ILiz's
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richly imaginative one. She does not exist as a person anywhere in Jim's
world of objects and sensations. ILater in the evening she will come into
Jim's world briefly, but as an erotic gbject, not as a person, .Earlier-
in the stony Jnn's cons cibusness'regarding Lié had flickefed momentarily
into view:; “Jlm notlced that her hamr was always neat behind, He liked

her face because it was so jolly but he never thought about her." Jim

is more than-a physical male brute. Hié perceptibns symbolize a'world
view ‘that is'eﬁpirical, naturalistic,'deterministic; anti-romantica~
People, in this view; exist as objécts to be manipilated, but not as

human beings with dignity and: personality. This naturalistic world of
brute‘force and primal urges pehetraﬁes Liziﬂ world of idesl. senthnenf
and love when Jim the "blacksmith" (even the name is 1ronic) pounds her
on the dock, The whiskey spllled on Jim!s shirt is the linguistie technique
by which meaning-dthe theme of Jim's thqughts spilling over into external
action, or the larger.theme of raw fact and naturalistic determinism |
threatening-idealism and romantic individualism with annihilation—=becomes
objectified by langudgeuformed Jmages.

"gp in Mlchigan,“ analyzed by Muller's principles of creative
morphologlcal crltlclsm, discloses an intricate web of formal devices
reacting with each other to achieve a richness of‘heaning‘that transcends
the normal capabilities of logical syntax and which continues to expahd
and develéﬁ as long as "forming" contimuss, That the same morphological
approach will work with other Hémingway short stories‘has already been
demonétfated,by Louis lLeiter's afticle, referred to in a,previous
‘footnote, explicating "On the Quail at Smyrna,% If Hemingway's prose
has irdeed béén formedAby the poeiic»creative hatural force which Muller

and Coleridge contend is the "°haping" spirit inherent in true poetry,
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not only his short stories, but his novels as well, should yield
psychologicai and philosophical insights in response to'morphological
probing, Where the truly creative spirit does not inform the work, as‘
is the case with many imitafions of Héﬁingwa&, the prOgressidn of unified
metamorphoses which is the;proof of the creativé spirit's presence Simpmy.
would not appear. All ﬁhat reﬁains in such works after‘analyéis'are the
dry husks of Hemlngwaymllke ‘journalistic prose which lesser mlnds have
mistaken for the essentlal Hemingway style. )

The implications of Mullerts theory of morphological poetics as a
critical approachvﬁo ceftain kinds of prose outside the Hémingway canon
.are promising, Iudora Welty's story "Powe?house,ﬁ,for éXgmple, thoﬁgh
at the opposite poie from Heﬁingway's-storieé in fenns of actién, utilizes
the‘ordinary diction and "eareless" syntax that éeem to cqncéai deeper
meanings within an organié pattern; Bven Jane fusten's Fuma contains
clusters of verbs and nouns that seem tbiachieve the symbolic "forming! .
quality of Hemingway's realistic prose style; Perhaps‘a morphological
look'at other ironic naturalistic writers such as Fitzgerald, Steinbeck,

or even Thomas Mann would disclose.poetié gold in the pfosaiC'ore,
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Footnétes

1Ernest Hemingway, "Up in Michigan;" from The Short Stories og_.
Ernest Hemingway (New York: Scribner's, 1938), pDe. 8l-8b. ALl quotations
are from this edition, , : S

29Up in Michigan" seems:to, have éscaped;extensive critical. e
notice, The only comentaries I have seen are those of Harry Ievin,
"QObservations on the Style of Ernest Hemingway," Hemingway and His Critics,
ed, Carlos Baker(New York: Hill and way..l961)-pp. 93.115; Michael F,.
Moloney, "Ernest Hemingway: The Missing Third Dimension," Hemingway and
His Crities, (New York: Hill ard Way, 1961), pp. 180-191; R. W, -lewis,
Hemingway -on love (Austin: University of Texas Press, 1965), pp. 4=5;
Joseph e Falco, The Hero -in Hemingway's«Short Stories (Pittsburgh:
University of Pittsburgh Fress, 1963),.p. 553 Carlos Baker, Hemingway:
The Writer as Artist (Princeton: Princeton University Press, 1952), p, 135;
Philip Young, Ernest Heminpway (Univeérsity Pavk%: Penhsylvania State
University Press, 1966), pp. L79-180; All of these asuthors mention the
-story only in passing. levin attributes what he calls “the parsdox.ofu
toughness and sensitivity" in Hemingwsy. to the fact that he is a poet,.
Ievinsalso traces the influence of Gertrude Stein on "Up in Michigan."

- Moloney f£inds a.pre~conceived postic pattern in Hemingway's “illiterate
pose,! points 4o omnipresent symbolism in Hemingway's prose as evidénce
of poetic consciousness of man's spiritual nature despite Hemingway's
denials, Baker, De Falco, and lewis see "Up in Michigan' as a symbolic
if not allegorical affirmation of transcendent psychological or '
philosophical themes, For Baker the story is an example of the paradoxical
‘ "attrqptionmrepulsion phenomenon that centers around male virility and
which seems to be the axi$ around which the story of womankind revolves,"
D2 Falco considers it as a story about sexual initiation of an adolescent
- .into the world of adulthood: "Once her girlish notions of romance are
reduced to mere animal experience, she is cast adrift into the adult
world of contingency." Ilewis finds in the story an illustration of -the
triumph of agape love over erose Her gesture of care in wrapping Jim
in her coat gives us hope for survival in an unromantic world, Her
. gesture represents the kind of love that Hemingway's . herces often have:
it is the agape that outlives.the eros,* Fhilip Young says that the
story is sbout what life is like in our time: "Iife .., Wwiin our century
is violent, brutal, painful," A1l of these critics confirm my thesis
that underneath the’ puPged dictidn and elemental syntax of Hemingway' s
prose larger meanings are concealed, , '

~‘3Gunther Maller, "Morphological Postics," Reflections on Art,
edo So Ko Langer; ( Oxfords. Oxford Unlversity Eress, 196L), Pbs 202-228,

4'.[‘he only critic I have discovered who uses a morphological approach

to explication of Hemingway is Louls leiter, "Neural Projections in :
Hemingway's'On the Qual at Smyrna'" Studies in Short Fiction, 3, No. 2 (1968),
T 1992065 . Ieiter shows how strubture.anddtone'in,thiﬁ:story'ex@mesbﬁmeaning thro
a seven-fold progression and intensification of the effects of war on
a sensitive person, The intense horrors of war in the first three scenes
forces what he calls a "reversal® in the final four eplsodes which
protects the narrators's emotions from such neural bombardment, Understatement
and irony, the dominant tones of the story work together with the structural
reversal to protect the narrator's emotional receptors, I am indebted
:oigyopleitﬁr ﬁor th?sdcritical analysis which is one-of ‘the works of

r :101$m which sparked my own interest in this kind of an approach to
Hemingway, He has taken s similar approach_to another author in his
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A Reading of Isaac Babel's 'Crossing into Poland,'" Studies in Short
Fiction, 3, No., 2 (1968), 199206,

SMuller comes very close to Coleridee!s conception of "organic
form! which, he says, is "innate; it shapes as it develops itself from
within, and the fullness of its development is one and the same with the
perfection of its outward form." The poet, says Coleridge, directs
gelf.consciously, a power and an implicit wisdom deeper than consciousness.™
. (Ttalics mine), -Quotation from Samuel Taylor Coleridge, "Mechanic and
Organic Form," English Romantic Writers, ed. David Perkins (New York:
- Harcourt, Brace and World, 1967); p. 500, Both men share~the view of
Goethe that there is in nature a parposive creative force which manifests
itself in various forms. Since poetry 1s a product of intellectual nature,
it shares this vital purposive force; that is, in a sense a’poem possesses
g life of its own which conforms to laws of its own, The morphological
eritic must discover, through creative analysis, the poetic laws which
operate in a particular work .end which manifest themselves in "formingj"
through a progression of unified metamorphoses, the world of the poem,
~ This is why, says Muller, it is futile to try to Jjudge a work by. any
 -classic or objective standard., You cannot call a fish a failure because

it is not a man, . ' :

6Notice, too, here the alternation of her consciousness between the
very -personal detail of his body and the more general and abstract observations
of his appearance as a social being, First she notices how he walks,
his mustache, -his white teeth, Then she seems t0o pull back from this
very personal, almost physical, Ycontact" with him and notices such
things as his Job and his social standing with the Swiths, Bot she is
drawn irresistibly back'-to his body; she notices his haily armse-the
" most intimate observatlon of'all., This escillation of attention between

- the personal and the soclial reflects the same conflict that is going on
in the verbal tension, ' o ' ‘ '

"Hemingway op. cite, po 8l

Bseveral commentators have mentiocned Hemingway's connection with
existentialism, John Killinger, Hemingway and the Dead Gods (University

- of Kentucky: University of Kentucky Press, 1960}, makes the strongest

and most recent case for the fact that Hemingway was an existentialist,

.9In another Hemingway story, "Big Two-Hearted River," the swamp
functions symbolically in the same way the road does here,

‘ lQThe onanistic-narcissistic imagery here also reinforces Jim's
inability to make love to a person,
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